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Hong Kong Children’s Musical Theatre 
- How is it Hong Kong? 
 
Chan Ka Yi Carly 
2013932917 
SOCI8030 Capstone Project 
Report 
 
〈〈因為我們相信香港〉〉 畢明 
香港，多元、美麗。永遠都快、都新、都在尋找身份、自由和價值，也一直在更
新、發展、蛻變出屬於每一代香港人的精神和價值。中與西，新與舊，唔同鄉下
的，不同信仰的。高雅的、街坊的、傳統的、流行的、嶺南的、殖民的，現代
的、後現代的、社區的、民俗的，不同源流的，雜沓又異麗。陳冠中說「像我這
樣在這裏長大的人，從海港看這一帶，都覺震撼，屢看不厭⋯⋯香港是驚人的精
彩。」是我們太多人的心底話。 
 
與其像電兔亡命趕潮流，不停向外找刺激和滿足，不如向內往自家的城市，好好
的走走，找找它的氣味摸摸它的肌理，找內裏的千萬種情味，無限種可能性。 
 
刊於 蘋果日報 果籽 
二零一五年七月十二日 
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Abstract 
 
The report sets out to ask one simple question – How is the Hong 
Kong Children’s Musical Theatre (HKCMT) Hong Kong? The market for 
youth/children musical theatre in Hong Kong has flourished in recent 
years, and theories from consumer studies will first be presented to explain 
why youth and children has become a key consumer group. Then a brief 
market survey between HKCMT and three other leading theatre groups in 
Hong Kong will be presented to highlight the uniqueness of HKCMT for 
trying to stage productions that are representative of Hong Kong. This 
uniqueness is nothing natural but conscious decision made by the 
Founding Artistic Director, General Manager and Manager 
(Administration and Programme). In examining their rationale, theories 
from Ackbar Abbas, Howard Becker, Homi Bhabha, and Richard Sennett 
will be employed to understand how HKCMT is Hong Kong. 
 
While this project is able to map how Hong Kong HKCMT is with 
regards to postcolonial identity theories, the bigger question on whether 
Hong Kong as a city is capable at offering sufficient and appropriate 
outlets and support for Arts and the artists still remain uncertain. 
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About this Project 
 
Early on in “SOCI 7006 Research Methods in Media, Culture and 
Creative Cities”, Dr. C.H. Ng explained that the key to do a research 
project is to research on something that is close to heart. In doing so, the 
research project is not a chore but something that adds value to our lives. 
 
The notion of Hong Kong identity has always been something close 
to heart. During the years studying abroad and the Umbrella Movement, I 
kept (and keep) asking myself what does it mean to be truly Hong Kong, 
how can it be represented in different forms of media so the ideas can be 
studied and elaborated, and if the exiting literature and theories of 
postcolonialism are still sufficient to explicate what Hong Kong is in 2015. 
 
In 2013 when I first began working for the Chinese Universities 
Shakespeare Festival at The Chinese University of Hong Kong, I learned 
about a local production called Romeo & Juliet 2.0 (噢！爸媽大戰茱羅記) 
by chance. Unexpectedly, this adapted production on Shakespeare’s 
romantic tragedy staged by the Hong Kong Children’s Musical 
Theatre  (HKCMT) did not ring a bell with work, but the opening montage 
of Hong Kong historical moments stayed with me since then for I 
remember all those moments as a Hong Konger. 
 
In 2014, HKCMT staged an original production called Wong Sze 
Ma’s My Boy the Musical (王思馬與牛仔音樂劇 － 飛行棋) that revolves 
around the life and death of Wong Sze Ma as a key local Hong Kong 
cartoonist. I have never been a fan of comics and cartoon, but one 
scene in this production has the magic of transporting the audience from 
Kwai Tsing Theatre to the distant memories of growing up in Hong Kong 
with Miss 13 Dot (十三點), Old Master Q (老夫子), Big Potato (大蕃薯), Mr. 
Chin (秦先生), and the familiar cartoon characters we saw in Lai Chi Kok 
Amusement Park (荔園). 
 
So I jumped at the opportunity to have HKCMT as the community 
partner for the Capstone Project because this organisation means more 
than just a local youth/children theatre group to me. Instead of using 
HKCMT as a window to look into the local theatre scene and the 
usefulness or the lack of relevant cultural policies, I only have one simple 
question – how is HKCMT Hong Kong? 
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The Argument 
 
My argument on how “Hong Kong” HKCMT is lies in the one quality 
shared between the Founding Artistic Director, General Manager and 
Project Coordinator – their choice to remain as Mavericks even though 
their ability and experience allow them to be Integrated Professionals as 
suggested in Howard Becker’s Art Worlds.  
 
The in-betweenness in how they position themselves in the art 
worlds, to me, resembles the problematic liminality in Hong Kong identity. 
Such liminality has always existed in the studies of Hong Kong identity, and 
has been intensified since the Umbrella Movement in September 2014. 
Such intensification was catalysed by all the unexpected and 
unprecedented moments that have shaken our perception of what Hong 
Kong is and what Hong Kong stands for – the use of gas bomb on 
unarmed civilians in Admiralty, the negligence of the Hong Kong Police 
Force in triad activities in Mongkok, and how political our daily and social 
life has become with the social divide of Yellow and Blue ribbons, to 
name but a few. 
 
This project will be presented in the following sections – 
1. Understanding the Youth/Children Artistic Development Market in 
Hong Kong 
A brief analysis on the booming of children/youth theatre market in 
Hong Kong will be presented in association with consumer studies 
theories. 
 
2. Understanding the Uniqueness of HKCMT 
This part would focus on 4 prominent youth/children theatre groups in 
Hong Kong, and evaluate how is HKCMT different from them. 
 
3. Meeting HKCMT Key Persons 
Description of my meetings with Ms. Justine Woo (Founding Artistic 
Director), Ms. Yvonne Ma (General Manager), and Ms. Yan Mak 
(Manager, Administration and Programme) will be featured in this 
section. Their insights on how to run HKCMT and surviving in the Hong 
Kong youth theatre scene has provided the ground work for analysis in 
the next part. 
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4. The Craftsmanship of Mavericks 
TKey ideas on craftsmanship by Richard Sennett in The Craftsman, and 
different types on artists in Art Worlds by Howard Becker will be 
combined to better understand Justine, Yvonne, Yan, and the unique 
position of HKCMT.  
 
5. How is HKCMT Hong Kong? 
Ideas from Ackbar Abbas on Hong Kong identity, and from Homi 
Bhabha on the liminality of national identity/nationalism will be 
employed to answer the key question of this project. 
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Understanding the Children/Youth Artistic Development Market  
in Hong Kong 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
This was taken at the lift lobby of the HKCMT headquarters in Tin 
Hau. What amazes me most is 25 companies targeting the children’s 
artistic development are crammed in just one 22-storey building. Whether 
it is language, music, drawing or drama, the Park Commercial Centre can 
offer both parents and children something. This directory might be a 
common sight in Hong Kong in recent years, but it was not so back when I 
was growing up in 1990s. My question for this change is, what happened? 
 
 
 
 
 
 
 
 
 
 
 
Caption translation – 
You don’t like competition? But competition will find you! 
Sign up now, make the child becomes the King of Interview! 
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And then this advertisement from Ever Learning Toddlers popped 
up in my mind. In recent years, the phrase “win/lose at the starting line” 
(鸁／輸在起跑線) has become a popular phrase when talking about child 
rearing in Hong Kong. Instead of seeing childhood as a phase when 
children are only expected to play and explore life, childhood is now 
packaged and marketed as a crucial stage in life to nurture a “winning” 
future. As Daniel Thomas Cook describe in Childhood and Consumer 
Culture – 
 
 “It reflects a modernist view of childhood, placing growth 
and development on a single, inevitable trajectory whereby 
the child moves from an unknowing to a knowing and from 
a simple to a complex being… Parental involvement, peer 
relations or the activities of marketers become relegated as 
‘externalities’ to the essentialized child and the inexorable 
developmental process... consumption and meaning, and 
thus culture, cannot be separated from each other but arise 
together through social contexts and processes of parenting 
and socializing with others.” 
(Cook 69-70) 
 
In other words, consumption has become an essential element in 
the modern perception of childhood for it allows children to mature and 
socialise in the process of growing up. This perception of what childhood 
is and what children should do are nothing natural, but a human 
construct with intended commercial agenda as explained in 
Buckingham’s “Selling Childhood? Children and Consumer Culture” – 
 
“… the market clearly does attempt to construct and define 
the child consumers: it offers children powerful definitions of 
their own wants and needs, while purporting to satisfy them.” 
(Buckingham 18) 
 
Gary Cross, author of “Valves of Adult Desire: The Regulation and 
Incitement of Children’s Consumption”, believes that this “curious 
ambivalent notion of childhood” as an autonomous life stage is no doubt 
a marketing strategy, but somehow it does impact on parents, hence 
affecting the consumption patter and behaviours (Cross 18). The main 
reason is that the children’s market is a dual market that shall appeal to 
both children and parents (Buckingham 19) so to induce the desire in 
children, to invite the parents with purchasing power to consume, and to 
reinforce ideologies about consumption in the children – 
 
“As a consequence, children’s consumption practices 
cannot be reduced to a mere purchase decision: 
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educational, social and institutional dimensions are at the 
core of the long process allowing children to take part in the 
commercial world.” 
(de la Ville & Tartas 34)  
 
Such dynamics can be seen in the advertisement of Ever Learning 
Toddlers – notice that the caption does not indicate whether it is 
speaking to the children or the parents. To use Buckingham’s idea, the 
caption can be taken as a warning to children on their potential sadness 
and disappointment for not having enrolled in the class and hence not 
doing well in the interview. On the other hand, it can also be read using 
Cross’s idea that the caption speaks to the parents, and warn them how 
they will cause their children negative emotions for not enrolling them in 
the class. This kind of marketing technique is best explained by the idea of 
Allison Pugh in Longing and Belonging: Parents, Children, and Consumer 
Culture – 
 
“… children’s desires are awakened by their need to 
participate in peer groups whose boundaries are often 
identified by commercial markets of belonging and 
exclusion – and parents are eager to reduce the chance of 
their children being isolated socially.” 
(Pugh in Cross 26) 
 
To extend Pugh’s idea in Hong Kong nowadays, the idea of 
isolation is no longer limited to social life or peer relationship. Rather, the 
focus has been shifted to the chance of being able to advance better 
than others in the competitive education system, and not be isolated 
from opportunities. Such mentality might have been a drive for different 
artistic development companies to flourish, so that consumers (i.e. 
parents and children) are provided with various consumable options to 
equip themselves. And this mentality is highly associated with the 
blooming of the artistic development business in Hong Kong. 
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Understanding the Uniqueness of HKCMT 
 
As the market for youth/children artistic development flourishes, my 
questions are - what makes HKCMT stand out? In naming themselves 
“Hong Kong”, what makes them representative of the city and the 
culture?  
  
Instead of just looking into what HKCMT does, this part would 
compare HKCMT with three other leading youth/children theatre groups 
in Hong Kong to see how HKCMT does things differently. It is not the 
purpose of this project to evaluate which group does the business better, 
but to highlight that there are multiple ways of sustaining youth/children 
theatre groups in Hong Kong. The key point is, what makes it a local 
theatre group as opposed to a general one that can be replicated in 
other cities. 
 
The theatre groups tin focus, other than HKCMT, are Theatre Noir 
Foundation (TN), An Absolutely Fabulous Theatre Connection Co. Ltd. 
(AFTEC), and Faust International Ltd. (Faust). There are 3 major reasons of 
choosing them as points of comparison with HKCMT –  
 
(a) Year of Establishment 
HKCMT and Faust were founded in 1999 when the governmental 
support (policies and sponsorship) was not fully developed. TN and 
AFTEC were established in 2007 and 2008 respectively, at a period 
when governmental support matured. The difference affects their 
business mode – HKCMT and Faust tend to be self-reliant, whilst TN 
and AFTEC develop their programmes around existing policies. 
Comparing the two “generations” of theatre groups would allow us 
to understand how government policies affect the development of 
cultural institutions. 
 
(b) Type of Organisation / Group 
HKCMT was founded in 1999 and was registered as a non-profit 
organisation in 2006. Faust was also formed in 1999 as a private 
company. TN was established as Theatre Noir in 2007, and in 2012 it 
was re-registered as a non-profit charitable organization called 
Theatre Noir Foundation. As for AFTEC, it was established in 2008 as 
a Learning Theatre TM but it describes itself as a charity that 
depends on sponsorship, donation and ticket sales. The difference 
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on the type of organisation/company impacts on the funding 
source, programming, and target consumers.  
 
(c) Target Consumers  
The age group of the target consumers of all of them overlaps, but 
each of them use different methods to package their programmes 
(e.g. course fee, locations, nature of production). The tactics 
employed are highly associated with their establishment and type 
of organisation/group, which will be elaborated in the analysis 
below. 
 
Due to the limit of this project, only 3 aspects of the 4 theatre 
groups will be discusses – (1) Vision, Mission and Achievement; (2) Source 
of Income & Funding; and (3) Choice of Productions. 
 
Aspect #1: Vision, Mission, and Achievement 
HKCMT was founded by Ms. Ada Wong JP and Ms. Justine Woo in 
1999 as the first musical theatre that focuses on children aged between 2 
to 15 in Hong Kong; and was registered as a non-profit organisation in 
2006. Their motto is “From Art Education to Life Exploration”, which 
emphasizes on developing children’s holistic potential in language, 
aesthetics, rationality and creativity with all-rounded performing arts 
training on theatre, signing, and dancing. Other than regular training in 
classes, HKCMT also organises annual award ceremony (童聲童氣頒獎典禮) 
to recognise the students’ achievement and improvement, and has set 
up two scholarships to encourage and assist members with financial 
difficulties under the name “Ms Ada Ying Kay Wong JP Scholarship” and 
“Hong Kong Children’s Musical Theatre Scholarship”. In 2009, they formed 
Skywalkers, an independent theatre group for CMT Teenagers aged 15 or 
above, to further develop themselves after graduating from HKCMT.  
 
As for Faust, which is also called Faust International Youth Theatre, 
was created in Hong Kong by a British drama teacher Matthew Gregory 
in 1999. Faust’s aim is “to bring the wonderful world of theatre and the 
performing arts to the young people of Hong Kong” aged between 3 
and 18. There is no information on whether awards or scholarship would 
be provided by Faust to their students, but each year they can afford to 
stage their big-scale productions and the Faust Festival at the Hong Kong 
Arts Centre or the Hong Kong Academy of Performing Arts, with support 
from professional theatre personnel. A point to note is that Faust does 
promote its Commitment to the Community, by listing their monetary or 
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event commitment to various local and international charity including 
One Block for Batug, UNICEF, Mother’s Choice, the Children Welfare 
Scheme, and the Royal Hong Kong Club Charitable Foundation. In 2012, 
Faust branched out into the theatre education scene in Singapore as 
Faust Singapore which offers similar programmes as the Hong Kong 
branch.  
 
TN was established in 2007and became a non-profit charitable 
organization in 2012. Mr. William Yip was their Founding Artistic Director 
since 2007, and the position has not been filled since his departure in 
March 2015. Their motto is “Make Dialogue with the Community” (與社會
對話) with a mission “to entertain, enlighten and empower” participants 
of their programmes. They see themselves as a platform of arts and 
culture that is multicultural, multilingual and multilateral; and hopes to 
position their theatre as a cultural leader to be recognised locally and 
internationally by encouraging original work, nurturing talents and 
exploring the unique culture of Hong Kong. In 2012, TN has become a 
Venue Partner of the Yuen Long Theatre under the Leisure and Cultural 
Services Department (LCSD) Venue Partnership Scheme. And in 2014/15, 
TN was awarded as a “Caring Organisation” by the Hong Kong Council 
of Social Service by nomination. 
 
AFTEC was founded in 2008 by Dr. Vicki Ooi, who is also the key 
person behind the Drama Lab at the University of Hong Kong, and the 
International Association of Theatre Critics. AFTEC has become the Venue 
Partner of Sai Wan Ho Civic Cenre since 2009 under the LCSD Venue 
Partnership Programme. Describing themselves as a Learning Theatre TM 
and a charity, they aim to “Re-discover curiosity, Re-create the Mind, and 
Re-do meaning”. They emphasize on doing bilingual programmes on 
great literature, so that the literature can be made accessible to a wider 
audience with different approaches and cross-generational programmes. 
Since 2013-14, AFTEC has orgasined the Bravo! Hong Kong Youth Theatre 
Awards Scheme with Lee Hysan Foundation as the Strategic Partner & 
Sponsor; and in 2015-16, the London Academy of Music & Dramatic Art 
has become the Learning Partner to provide additional training for their 
Cantonese and English stream students on Physical Theatre and Classic 
Theatre respectively. A maximum of 20 participants from each year will 
be awarded four weeks of acting and arts-related training in Taipei or 
LAMDA London to increase their exposure to international theatre 
experience (full subsidy or self-financed). In 2013-14, AFTEC was awarded 
the Arts Education Award from the Hong Kong Arts Development Council; 
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and joined in the Pricewaterhouse Cooper NGO Mentoring Programme in 
2015. 
 
By looking into the vision, mission and achieved promoted by each 
theatre group, how each of them position themselves in Hong Kong is 
quite apparent – HKCMT is student-oriented that focuses on growth and 
recognising achievements in their students; Faust sees expansion and the 
quantity of performances as milestone of the company; TN works on 
reaching out to the socially less privileged; and AFTEC focuses on bringing 
great classics and professional training outside of Hong Kong to increase 
the artistic exposure of their students and the general public. 
 
Aspect #2: Source of Income & Funding 
As a registered non-profit organisation, HKCMT does not receive 
regular government subsidies. HKCMT sustains the operations and 
scholarship for students by aid and donation from the Board of Directors 
and the general public, and course fees from students. There are multiple 
ways to support HKCMT, which includes joint promotion, cash donation 
(e.g. Friend of HKCMT), advertisement at house programme, corporate 
ticketing package or sponsorship, display and attribute HKCMT publicity 
materials. As for courses, they offer 5 categories of regular classes ranging 
from HK$2,500 to HK$2,900 per season (10 classes in the course of 3 
months), and 6 categories of summer classes ranging from HK$1,680 to 
HK$4,100 (2 to 3 classes per week in July and August). For the July to 
September 2015 season, a total of 67 sections are open for application 
under Starkids Baby, Pre-Starkids, Starkids I, Starkids II, and Starkids III. And 
for summer 2015, a total of 37 sections are open under Broadway Kids, 
Musical Summer Time – Chinese Musical Workshop, Talented M.C. Training 
Course, Pre-Starkids Playgroup, Starkids Baby Playgroup, and Summer 
Musical Experience. 
 
TN does not offer regular classes, but only short-term workshops in 
preparation for productions (HK$680 – HK$4,200) and 1-day themed 
workshop at a relatively low cost (HK$20 – HK$100). Based on the list of 
sponsor and support from their productions’ posters, the LCSD is their main 
sponsor as a Venue Partner, and performances with “Accessible 
Performance for ALL” would be supported by the Jockey Club Arts 
Accessibility Service Centre Arts with the Disabled Association Hong Kong 
for audio description and accessible captions. Occasionally, there would 
be media partner, costume sponsor, printing services sponsor and 
premium patronage in certain productions such as CLP for Love in Silence 
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(聰鳴蜜語), Hong Kong Shun Lun Yan Chak Foundation Limited for My 
Daddy-Long-Legs the Musical (我的長腿叔叔音樂劇).  
 
For Faust, they support the company with a list of options – Term 
Time Workshop (HK$3,050 to HK$5,780 per term, 3 terms per year); Summer 
Theatre (HK$2,760 for 4 weeks); Creative Writing during summer holiday 
(HK$2,760); Play in a Day (special arrangement); School Programmes for 
early years, primary & secondary students, and teachers by arrangement); 
Touring Theatre (HK$13,000 minimum per show); Holiday Programmes 
during Christmas, Chinese New Year, Easter, and Summer; renting out the 
Faust Studio and Black Box (HK$300 per hour); and ticketing of the Faust 
Festival (for 2015, 66 shows at McAulay Studio of the Hong Kong Arts 
Centre are open for adults at HK$120 and children at HK$80). As listed on 
their official website, the consumers of their touring theatre, workshops, 
and regular classes are usually international schools and their students. 
 
As for AFTEC, they have received support from the LCSD as a 
Venue Partner, and their sponsors include prominent companies and 
foundations in Hong Kong including Baring Private Equity Asia, Europe 
Watch Company, Hong Kong Arts Development Council, The Hong Kong 
Jockey Club Charities Trust, Jean CK Ho Family Foundation, The Jessie & 
George Ho Charitable Foundation, Lee Hysan Foundation, Li Ka Shing 
Faculty of Medicine at The University of Hong Kong, Luck Hock Watch, 
Puyi Optical, Shun Hing Group, Swire Properties, Towngas, and Zurich 
Watch. Individual donation is also welcome using PayPal on their official 
website. As for classes, AFTEC only offers short term workshops ranging 
from HK$150 to HK$3,000; and tickets ti their shows ranges from HK$50 to 
HK$220. 
 
In the aspect of source of income and funding, the difference 
between private company and non-profit orgainsations is very apparent. 
Faust offers many options for their different segments of consumers (from 
toddlers to school teachers) to consume, be it classes, shows or rehearsal 
space. But for HKCMT, only classes for children are available, whereas TN 
and AFTEC only offer occasional workshops as their main source of 
income is from donation and sponsorship. 
 
Aspect #3: Choice of Productions 
HKCMT classifies their productions into 3 kinds – Kinderstage, 
Broadway Express, and Annual Performance. Kinderstage features their 
youngest group of students as a showcase of what they have learned in 
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6 months of regular classes, and the shows are only open to the students’ 
family. Broadway Express emphasizes on their older students’ creative 
potential, in which they are asked to create their performance in groups 
together with their course instructors based on set texts. Students were 
usually given 6 months in preparation for this kind of performance, but 
HKCMT intends to extend it to a 12-month preparation from 2015-2016 
onwards. As for the Annual Production, HKCMT requires their student 
actors and professional actors to attened intensive training from May to 
August. The musicals are mostly in Cantonese, with an exception of 
Disney’s Alice in the Wonderland JR that was staged in English in 2012. The 
scripts are mostly original that ties in with ideas that their students can 
comprehend – e.g. The Prince form Baba is on growing up, and Pan Pan, 
Engel der Hoffnung is on the idea of helping and sharing. In 2013, HKCMT 
contextualises Shakespeare’s Romeo & Juliet to Hong Kong and presents 
a local re-interpret teenage romance. In 2014, the subject matter is on 
the life and death of a local cartoonist (Mr. Wong Sze Ma) and his impact 
on the childhood experience in Hong Kong. 
 
Faust also offers 3 kinds of performance by different groups of 
students at different times of the year – namely the Faust Festival, Stage 
Group Annual Performance, and Large-scale Performances. The Faust 
Festival can be seen as a showcase of students of the regular terms 
(excluding the youngest and the oldest group). It is usually held in May 
and June at the Hong Kong Arts Centre. Stage Group Annual 
Performance is staged by the older group of their students who hope to 
pursue a professional theatre career. As for the Large-scale Performance, 
it includes both students of Faust and hired professional theatre personnel. 
All performances are open for public ticketing, and all plays are Western 
classics that do not touch on the local Hong Kong culture – e.g. The 
Government Inspector in 2014, The Tempest in 2012, Equus and Roald 
Dahl’ The BFG in 2011, Lord of the Flies in 2009, The Happy Prince in 2006, 
Robin Hood in 2003, and Charlie and the Chocolate Factory in 2000. All 
performances are open to public ticketing. 
 
TN classifies their productions into 3 categories – Main Stage 
Production, Arts in Community, and Drama Education. Main Stage 
Productions are usually the headline musicals in both Cantonese and 
English that involve both professional actors and participants in their 
education programmes. Most of the productions are staged at their 
Venue Partner, Yuen Long Theatre; but the preview of Miss Rose Romantic 
Musical “Behind a Desk was staged at ArtisTree as it was a partnership 
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with Swire Properties. Some of the musicals are adapted Western Classics 
(e.g. My Daddy-Long-Legs Musical), but most are original stories that 
revolve around universal values that are not cultural specific (e.g. 13 a 
Broadway Musical on growing up). As for Arts in Community, it involves 
programmes in association or in cooperation with the LCSD Cultural 
Ambassador Scheme, some social service centres under the Jockey Club 
and Tung Wah Hospital Group, and Department of Health. One 
significant production under this category is Love in Silence in which TN 
cooperated with the Hong Kong Society for the Deaf to celebrate the 
Society’s 45th anniversary. This production involves a lot of training to the 
deaf in dancing to music and reading of lines even though the actors 
have lost the sense of hearing. As for Drama Education, TN offers summer 
musical training; themed drama workshops to build up English, musical, 
and theatrical skills; and one-day workshops during Chinese New Year, 
Winter and Summer Holiday that range from HK$20 to HK$100 so the 
socially less privileged might have a taste to participate in those classes. 
 
AFTEC labels their productions under many captions, but there are 
a few recurring ones – Classics for Juniors, The Jockey Club “From Page to 
Stage” Programme, Sm-ART Youth Art Project, and partnership with Li Ka 
Shing Faculty of Medicine at the University of Hong Kong. The 
performances can be in the format of interactive workshops in schools, or 
staged drama with pre-/post-show workshops at their Venue Partner. The 
language of medium depends on the programme – sometimes bilingual, 
sometimes English only. All of the subject matters are Western classics as 
indicated in their mission & vision, and none of them is about local Hong 
Kong culture. 
 
In comparing the choice of productions amongst the 4 theatre 
groups, HKCMT is the only one that would use local Hong Kong figures or 
incidents as the subject matter of their production. Even though TN would 
incorporate niche subject matter such as the livelihood of the deaf 
population, their productions usually focus on universal values that are 
non-cultural specific. AFTECT and Faust, regardless of the language of 
performance, would only employ Western classics as their choice of 
production. 
 
HKCMT Uniqueness 
It must be stressed again that the comparison in this section does 
not aim to evaluate which theatre group does things better, or what 
each group shall learn from each. The purpose of the comparison is to 
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highlight that it is possible to sustain youth/children theatre groups in Hong 
Kong multiple ways – be it private company or non-profit organisation – 
as long as there are consumers who are willing to pay for it. The focus 
shall be, whether these Hong Kong-based theatre groups are able to 
make themselves representative of Hong Kong. 
 
So far HKCMT is the only theatre group that tries to strike a balance 
between adapting Western classics and elements from the local Hong 
Kong culture; and present the productions in Cantonese, the mother 
tongue of Hong Kong. Even though AFTEC and TN attempt to spread 
classic literature and universal values through their bilingual productions 
with the help of the HKSAR Government’s support, their productions do 
not capture the local spirit or incorporate elements from the local culture. 
HKCMT stands out as the only youth/children theatre group that 
repeatedly attempts to incorporate or contextualise their productions in 
Hong Kong, which is very special in the category of youth/children 
theatre market. 
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Meeting the Key Persons of HKCMT 
 
In addition to the information online, key persons of HKCMT also 
accepted interview invitations and provided crucial information on their 
attitude and rationale in running their classes and production. Ms. Justine 
Woo, the Founding Artistic Director, provided insights on the artistic 
direction of HKCMT; Ms. Yvonne Ma and Ms. Yan Mak, General Manager 
and Manager (Administration and Programme), explained their sense of 
social responsibility in running HKCMT for both their students and parents. 
 
Justine – The Founding Artistic Director & Educator 
Justine and I have met four times since 2013 at different 
circumstances – the first two times, she was the Artistic Director / Director 
of HKCMT’s annual production; the third time as the contact person of 
the Community Partner; and the fourth time as an MPhil-PhD student at 
the Faculty of Education from the University of Hong Kong as she has left 
HKCMT on 31 December 2014. Even though her role at HKCMT has 
changed, her motivation to become a better educator has never shifted. 
 
In the last meeting, we went through the list of previous 
productionsw of HKCMT one by one as Justine explained why and how 
each production was conceived. For the first seven productions from 
1999 to 2005, the subject matters were inspiration she got from reading 
and interacting with students of HKCMT. Starting from 2006, HKCMT 
purchased the license of musicals from Disney (Aladdin, Mulan, 
Cinderella, and Alice in the Wonderland) and the portraiture right of The 
Little Prince, then translated them into Cantonese and even 
contextualized the story to Hong Kong while acknowledging the cultural 
context embedded in the stories. The only exception of staging an English 
annual performance is Disney’s Alice in the Wonderland Jr. in 2012. It was 
staged in English for two reasons – the popular demand from the Board 
members, and back then HKCMT could not afford the cost of translation. 
Then in 2013 and 2014, the annual production began exploring on re-
presenting different parts of Hong Kong history through contextualizing 
Romeo & Juliet in Hong Kong in collaboration with HKCMT students and 
parents; and commemorating a key local cartoonist Wong Sze Ma. 
 
What strikes me the most from this recollection is the sense of 
growth in Justine from a musical theatre practitioner to an educator. 
HKCMT was founded because there was a lack of children musical 
theatre in Hong Kong back in 1999. Even with professional training from 
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the Hong Kong Academy of Performing Arts, Justine and HKCMT had very 
little support or referencing on how to run musical theatre in Hong Kong. 
She describes the process of purchasing Disney musicals and turning them 
into Cantonese productions was like dissecting how the professionals 
produce musicals, then to engage the key ideas to their respective 
cultures, followed by trying to re-present them in the Hong Kong stage. 
The whole process was just like how Victor Frankenstein builds his own 
monster through various experiments. 
 
When asked why there was such a big transition from staging 
Disney musicals to local subject matters, Justine believes that it is 
something she internalised from attending the Values Education 
programme at The Chinese University of Hong Kong since 2011. She 
began to ponder more and more on who she is, what the society is, and 
the impact of values education on children. The more she thought about 
it, the more she realized the difference between staging musicals with 
and without the intention to achieve something greater than just putting 
on a show. She thinks that the ultimate goal of theatre is not to entertain, 
but to educate. While she was able to prove concepts of values 
education really work in practice through observable changes in her 
students, she wants to further that observation into a proper research to 
identify the strengths, weaknesses and possible improvements in drama 
education with scientific data and analysis. In doing so, her experience as 
a theatre practitioner can be passed on not just to other theatre 
practitioners, but also extended to academia on the underestimated 
power of drama education in acquiring language and culture behind the 
specific language system. 
 
Yvonne & Yan – The General Manager & Manager who Emphasize on 
Social Responsibility 
Yvonne joined HKCMT in 2006 after years of experience in artist 
management and teaching drama; and Yan joined HKCMT earlier than 
Yvonne as a part-time administrative officer when she was still in university. 
With a love for children and theatre production, Yvonne and Yan are the 
key gatekeepers of HKCMT on balancing the ideals in education and the 
reality of sustaining HKCMT. 
  
Throughout the interview, Yvonne stressed their sense of social 
responsibility towards their students and parents as a non-profit making 
organisation. They think that there are many different messages directed 
at young children in Hong Kong nowadays, and it is important for them to 
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contribute to guiding the students to judge the right from wrong, and 
what social responsibilities a person shall take at a very young age. Taking 
their current Kinderstage as an example (快樂金幣 Happy Golden Coin), 
they hope to educate their students on the concept on money. The 
reason is that as children grow up and socialise with people from different 
cultural backgrounds, they need to be mindful on what money stands for 
and what different monetary actions imply. This kind of values education 
for them is a supplement to regular schooling on academic knowledge, 
which is crucial to the children’s development as social beings. 
 
In addition to educating their students, they also hope to educate 
the parents as well as their actions impact on their children directly. On 
the one hand, Ms. Ada Wong JP (Founding Chair) hopes to arrange 
seminars for parents on different areas such as child psychology. On the 
other hand, staff from HKCMT also uses action to translate their principle 
to the parents. Yan recalls an anecdote on how a parent wants his/her 
child to be featured in both HKCMT Annual Production and a headline 
production of another theatre group. In doing so, the child will be 
skipping rehearsals for both groups due to time clashes. This request was 
declined by HKCMT because the skipping of rehearsal would impact on 
other performers as it is a team work, and parents should learn to have 
the mentality that Art Education is more than being featured on stage. 
 
Other than educating the right mentality and message, they also 
try to cultivate three kinds of works for their students – namely Classical, 
Original and Local in their Annual Performance, Broadway Express and 
Kinderstage. Together with Justine, they believe that HKCMT shall 
introduce their students to musical classics so they can benefit from the 
literature and music from the work. They shall also include local elements 
in their adapted or original scripts, so that students can learn about their 
own culture in preparation for the performance. Lastly, they hope to 
nurture local young talents in scriptwriting, which is why the students are 
required to create their own shows under Broadway Express every year. 
 
Both Yvonne and Yan agreed that it has been quite a challenge for 
them to run HKCMT without government support. On the one hand, they 
find LCSD funding and school-based outreach programmes constraining 
as there are limitations on what they shall do. On the other hand, their 
classes and productions are educational-driven as opposed to market-
driven, which might not match the taste and preference of most Hong 
Kong parents.  
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Perhaps the biggest obstacle for them is, it has been a difficult task 
for the public and the authority to define what HKCMT is. As practitioners, 
they position themselves as provider of Arts Education; but for some 
parents and children, they only see HKCMT as an Extra-Curricular Activity 
that supplements regular schooling; and some even classify them as a 
Theatre Group that puts on productions annually. This ambiguity was 
highlighted in one of their Venue Partnership Scheme interviews in which 
the interview panelist could not see where they stand amongst the 3 
categories, and therefore was unsure if the LCSD shall support them. 
 
Even though the seeking for Governmental support was futile, 
HKCMT was active in finding and providing support for other 
youth/children theatre groups. In 2008, they established the Hong Kong 
Children’s Arts Alliance with Jumbo Kids Theatre, Hong Kong Children & 
Juvenile Chinese Opera Troupe, Make Friends with Puppet, and the 
Millennium Youth Orchestra in the hope of supporting each other through 
cross-promotion. However, two of them (Hong Kong Children & Juvenile 
Chinese Opera Troupe & Make Friends with Puppet) cannot be sustained, 
and the alliance is no longer active. 
 
The Common Factor between Justine, Yvonne and Yan 
When I took a step back and look at the stances of Justine, Yvonne 
and Yan in deciding what HKCMT offers and produces, I find that they all 
choose not to compromise to the market-driven tastes of youth/children 
theatre market. They are extremely experienced in running children’s 
musical theatre and classes, they know the ways to do it, and they try to 
promote classics without letting go of originality and local elements. 
However, they choose not to conform to the market, but to offer 
alternative whole-person education through musical that do not see 
children as consumers but persons to be developed artistically, mentally, 
and socially. Their craftsmanship is what Howard Becker describes as the 
practices of mavericks in the art worlds – 
 
“… the maverick orients himself to the world of canonical 
and conventional art. He puts his mind to changing some of 
the conventions of its operation and more or less unwittingly 
accepts all the rest. The work of these innovators often ends 
up being totalling incoporated into the historical corpus of 
the production of that established art world.” 
(Becker 1976, 715) 
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The Craftsmanship of Mavericks 
  
Rather than seeing Justine, Yvonne and Yan as just the key persons 
of HKCMT, it would be more comprehensive to understand their choice 
and preferences as the mavericks craftsmen drawing from the theories of 
Richard Sennett in The Craftsman, and of Howard Becker in Art Worlds. 
 
Sennett proposes that “the craftsman represents the special human 
condition of being engaged” (Sennett 20). For both Justine, Yvonne and 
Yan, their engagement as musical theatre practitioners are not limited to 
fulfilling their job duties as Founding Artistic Director, General Manager, 
and Manager (Administration and Programme). In order to excel in their 
aim to educate, they have all enrolled in postgraduate programmes to 
try to gain new knowledge or insights so to enhance what HKCMT can 
offer. Justine completed the postgraduate Values Education programme 
at The Chinese University of Hong Kong, while Yvonne and Yan have 
completed the Master of Arts in Cultural Management from The Chinese 
University of Hong Kong together. All 3 of them agreed that they have 
brought something from their own education to the programming and 
production of HKCMT, in the hope that students of HKCMT would benefit 
from their education. 
 
In addition to being engaged to their roles, all three of them show 
“three basic abilities (of) the foundation of craftsmanship” (Sennett 277) 
which is being able to localize, to question, and to open up. To localize, 
Sennett refers to the power to identify “where something important is 
happening” (Sennett 277-278).  To question, he refers to “no less and no 
more than a matter of investigate the locale” (Sennett 278-279) and that 
“the pondering brain is considering its circuit options” (Sennett 279). Lastly, 
to open up is similar to “open to” which he explains as “being open to 
doing things differently, to shifting from one sphere of habit to another” 
(Sennett 279).  
 
All the above qualities are also apparent in how Justine, Yvonne 
and Yan perform in HKCMT. First of all, they are able to localize and are 
fully aware of what other youth/children theatre groups in Hong Kong 
offer and produce, and what kinds of funding or support are available for 
application even though they might not be participating. Secondly, they 
are also capable to find ways to overcome their obstacles of running 
HKCMT without governmental support in which they seek assistance from 
their Board members for financial support, and actively formed the Hong 
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Kong Children’s Arts Alliance for mutual support between art 
organisations for children. Last but not least, they are also open to 
different options of showcasing their talents – when they saw potential of 
parents-children collaboration in 2013, they changed the format of 
scriptwriting for Romeo & Juliet 2.0 so that the sense of ownership 
increases for both parents and children; when they saw possibilities of 
working with Paul Knight (韋然) in 2014, they invited him to write the script 
for Wong Sze Ma’s My Boy the Musical because they are fully aware of his 
personal connection with Wong Sze Ma so to ensure an authentic portrait 
of Wong; and in 2015, they decided to re-run PanPan, Engel der Hoffnung 
by re-contextualising the plots to the earthquakes in Nepal so to keep the 
production close to the actual world outside the theatre. To put it in 
layman’s terms, Justine, Yvonne and Yan are responsive and resourceful 
because of their experience in the field. 
 
Even though their craftsmanship abilities allow them to position 
themselves as the Integrated Professionals whom possess the technical 
abilities, social skills, conceptual apparatus, knowledge of conventions to 
solve problems and to create arts easily (Becker 2008, 229-231; Becker 
1976, 711), they intentionally do not conform to what can be easily done 
– i.e. only allowing students of their regular classes to audition for 
productions as opposed to open audition; disciplining their students as 
professional actors instead of children; and producing annual 
performance with their original scripts about local cultures as opposed to 
well-know Western stories. They choose to do thing differently even if it is 
more challenging or difficult in which Becker describes as Mavericks of 
the art worlds (Becker 2008, 233-237; Becker 1976, 713-715). Their 
maverickness “is not inherent in the work, but rather in the relation 
between (the artists) and a conventional art world” (Becker 2008, 244). 
This is precisely why I would argue that HKCMT is Hong Kong – even with 
all the capacities to give the consumers what they want, they choose to 
do things differently to fulfill their social responsibility even if the process is 
more challenging.  
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How is HKCMT Hong Kong? 
 
In “Culture and the Arts: From Art Worlds to Arts-in-Action”, S.K. Acord 
and Tia Denora write that – 
 
“… arts are communicative, expressive, and meaning-laden 
objects that influence human behavior and structure human 
experience in social settings… artistic objects are social texts 
representing shared values or belief systems.” 
(Acord & Denora 214) 
 
While Acrod and Denora argue that arts are in fact social texts infused 
with shared values and/or belief systems unique in specific cultural or 
social context, I hope to extend the argument in suggesting that the way 
in which the art worlds operate is also highly representative of the specific 
culture using HKCMT and Hong Kong as an example. 
 
Hong Kong identity, especially in our generation after the handover 
in 1997, cannot be excluded from the discussion of postcolonial identity. 
As Ackbar Abbas writes in Hong Kong: Culture and the Politics of 
Disappearance –  
 
“… the question of postcolonial identity in Hong Kong is that it 
cannot be usefully posed by taking our bearings from the old 
binarisms (like the difference between ‘East’ and ‘West’, 
‘tradition’ and ‘modernity’, and other similarly moldy 
chestnuts) - if for no other reason because the local and the 
global are becoming more and more intimately imbricated 
with each other.” 
(Abbas 11) 
 
What Abbas proposes is that the notion of Hong Kong identity is not 
something that can be classified by the idea of “either/or”. Rather, it has 
become a mix of various elements in the unique postcolonial culture of 
Hong Kong that cannot be reduced to either Chinese or British. This is also 
something apparent in the positioning of HKCMT as suggested in the 
interview with Yvonne and Yan – how they are perceived are caught in 
between (1) provider of Arts Education, (2) Theatre Group, and (3) Extra-
Curricular Activities. Although they themselves and some of their loyal 
supporters are fully aware that HKCMT is a provider of Arts Education that 
tries to fulfill their social responsibility as a non-profit organisation, the 
interview panel of the LCSD Venue Partnership Scheme could not and 
therefore affected their application for government support. 
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Then the next question is, how shall HKCMT be evaluated properly as 
it is perceived as something in between the 3 categories? Drawing from 
the idea of liminality on postcolonial identity from Homi Bhaha in which he 
proposes that postcolonial identity is a product of constant negotiation 
between the margins of different cultures of the colonizer and the 
colonized (a.k.a. foreign vs. pre-colonised local), it is crucial to evaluate 
the subject on his/her/its own merits without perceptions from either 
category – 
 
“The liminal figure of the nation-space would ensure that no 
political ideologies could claim transcendent or metaphysical 
authority for themselves. This is because the subject of cultural 
discourse - the agency of a people - is split in the discursive 
ambivalence that emerges in the contestation of narrative 
authority between the pedagogical and the 
performative. This disjunctive temporality of the nation would 
provide the appropriate timeframe for representing those 
residual and emergent meanings and practices that Williams 
locates in the margins of the contemporary experience of 
society. Their designation depends upon a kind of social 
ellipsis; their transformational power depends upon their being 
historically displaced…” 
 (Bhabha 299) 
 
Neither ideologies in the coloniser’s or the pre-colonised local cultures 
can be used as rationale to explicate the postcolonial cultures or 
identities, because neither of them can fully justify the historical and 
political development of the colonised as such process take place at a 
“social ellipsis” and “historical displacement” that belong to uniquely to 
the circumstances of the colonised. It is only possible to evaluate such 
issue by looking into the facts and figures available at each instance or 
scenario because – 
 
“In some ways it is the historical certainty and settled nature 
of that term against which I am attempting to write of the 
western nation as an obscure and ubiquitous form of living 
the locality of culture. This locality is more around temorality 
than about historicity: a form of living that is more complex 
than ‘community’; more symbolic than ‘society’; more 
connotative than ‘country’; less patriotic than patrie; more 
rhetorical than the reason of state; more mythological than 
ideology; less homogeneous than hegemony; less centred 
than the citizen; more collective than ‘the subject’; more 
psychic than civility; more hybrid in the articulation of 
cultural differences and identification - gender, race or class 
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- than can be represented in any hierarchical or binary 
structuring of social antagonism.”  
(Bhabha 291-292) 
 
Hong Kong and HKCMT are similar in a way that they stand on their own 
as liminal entities that are sometimes easily reduced by most as “either 
Chinese or British” and “either Arts Education or Theatre Group or Extra-
Curricular Activities”. But in reality, they are neither because their 
formation are triggered by various circumstances that cannot be justified 
by either culture or category. Even if the persons involved are certain of 
their own liminal state, they might not be fully understood by outsiders 
whom might impact on how they are received and supported. 
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Concluding Remarks: Then What? 
 
It is an undeniable satisfaction to be able to use theories and ideas 
from sociology and cultural studies to evaluate how HKCMT is unique, and 
how the maverickness of Justine, Yvonne and Yan enable HKCMT to offer 
something special to the Hong Kong youth/children theatre scene. The 
follow-up question I have for this project is, to what purpose does this 
research project serve? 
 
In this project, I have attempted to propose that there are multiple 
ways to do youth/children theatre groups in Hong Kong – be it private 
companies or non-profit organisations. The more important factor for 
consideration is how the theatre company is representative of the local 
culture, how it aids the students to acquire more knowledge on their own 
culture and social values, how it can become unique and not easily 
replicable in any other cultures or settings. 
 
But even with all the above academic evaluation, we have to go 
back to the reality and ask practical questions – with all these training 
opportunities and mentality to excel in arts for a “better” future, where do 
they lead the youngsters of Hong Kong to? Having all these artistic 
training might help the youngsters to get an entry ticket to “better” 
primary and/or secondary schools, but the current university admission 
system does not acknowledge those artistic merits for applications outside 
Fine Arts, Music, and Performing Arts. Even if they are only considered as 
hobbies, does the Government providing sufficient subsidies, funding, or 
even venues for the students and the performing groups to experiment, 
rehearse or perform under the bureaucratic systems set by LCSD? Is the 
general Hong Kong public equipped with sufficient artistic training or 
education to appreciate Arts for art’s sake as opposed to cost-effective 
mentality? 
 
Just like our identity as Hong Kongers after the British colonisation, 
handover in 1997 and subsequent de-colonisation, and Post-Umbrella 
Movement, all these questions are still in constant contestation and 
negotiation in association with the Government’s policies on arts and 
cultures, education, M+, and youth. Knowledge and experience might 
allow us to identify patterns and phenomenon, but the answer is yet to be 
found. 
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A Informed Consent Form for Adult (English; standard format) 
 
Hong Kong Children’s Musical Theatre – How is it Hong Kong? 
 
 
You are invited to participate in a research study conducted by CHAN Ka Yi Carly in the Department of 
Sociology at the University of Hong Kong. 
 
PURPOSE OF THE STUDY 
The aim of the study is to evaluate how the Hong Kong Children’s Musical Theatre (HKCMT) contribute in 
the making of “Hong Kong identity” through drama education as a theatre company for children and youth. 
 
PROCEDURES 
The particiapte is invited for an in-depth interview for 2 hours. 
 
POTENTIAL RISKS / DISCOMFORTS AND THEIR MINIMIZATION 
The interview will be recorded, and transcribed for further anaysis. Parts of the interview might be included 
in the presentation of the findings in class. 
 
POTENTIAL BENEFITS 
The interview will provide information for futher anaylsis on how the construction of Hong Kong identiy 
through drama education. 
 
CONFIDENTIALITY 
The information obtained in the study will be used for research purposes only. 
 
PARTICIPATION AND WITHDRAWAL 
Your participation is voluntary. This means that you can choose to stop at any time without negative 
consequences. 
 
QUESTIONS AND CONCERNS 
If you have any questions or concerns about the research, please feel free to contact Dr. Au-Yeung Shing at 
HKU, Room C0911, The Jockey Club Tower, Centennial Campus; 3917 1075, and chamarisk@hku.hk. If 
you have questions about your rights as a research participant, contact the Human Research Ethics 
Committee for Non-Clinical Faculties, HKU (2241 5267). 
 
SIGNATURE 
 
I _______________Woo Po Sau_____________ (Name of Participant) 
 
understand the procedures described above and agree to participate in this study. 
 
 
            
Signature of Participant Date 
Date of Preparation: 3 March 2015 
HRECNCF Approval Expiration date: 3 June 2015 
 


